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John Bello 
THE ORIGINS OF THE KNOWLEDGE OF BEETHOVEN AND HIS MUSIC IN AMERICA 
RECONSIDERED 
The emergence of the Beethoven genius at a time when freedom was a vital considera-
tion in the formation of an independent America is of significant importance. This fact 
seems so deeply interwoven with the acceptance of Beethoven's revolutionary musical 
concepts in the New World that it appears necessary to bring out some of the historical 
background involved. 
The music of Beethoven found its way to America mainly via England, where knowledge 
of the master of Bonn was first introduced by William Gardiner, who came in contact 
with his works as early as 1793. In an attempt to reform the music used in church 
services, Gardiner introduced in 1812 "Sacred Melodies", most of which were extracts 
from the works of Haydn, Mozart, and Beethoven, arranged as Hymns. Through this 
method Gardiner's influence spread the knowledge of Beethoven and his compositions 
in America, where there had been prevalent a deeply felt spirit of unrest, which 
culminated in the revolution of 1776 and the birth of national consciousness. 
On May 4, 1776, several months before any of the other colonies dared to, Rhode 
Island, the smallest of the thirteen, had vigorously asserted its independence against 
the tyrannical rule of the British crown. A new sense of freedom was making itself 
felt in all areas. Musically speaking, Providence, R. I., seems to have been once 
again ahead of its time. lt was experiencing what can also be described as the birth 
of musical awareness. In 1770 "The first organ in a dissenting church in all of British 
America except Jersey (Princeton) College" was installed in Providence's First 
Congregational Church. This represented a great breakthrough in music, especially 
since the religious leaders of the period frowned upon the use of instruments of any 
kind during church services. This appears to have marked the turning point in music 
in Providence. Then, two of the most significant musicians of that time came upon the 
scene. 
William Billings, who proved to be the leader of all of his contemporaries for decades, 
was also intent on improving the art of psalmody. In 1774 he established the first 
school of singing in Providence. Then, in 1784, James Hewitt, to whom is credited 
the first American opera ("Tammany• ), opened a school of instrumental music in 
Providence. Both of these ventures were well received and supported. The groundwork 
had been prepared. Musical taste and talent did exist in Providence. lt awaited further 
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development. For our purposes here, this came in 1807 with the advent of a twenty-
eight year old blind musician by the name of Oliver Shaw, an innovator. From Newport, 
where he studied with Dr. Berkenhead for two years, Shaw proceeded to Boston where 
he came under the influence of Gottlieb Graupner, a highly competent German-born 
musician. Graupner, who at one time played under Haydn himself in England, not 
only established a successful music publishing house in Boston, but also organized 
some of the first instrumental groups in America, so that he has been called "the 
father of the American orchestra•. 
With this kind of a background, which at the time was rare and enviable, indeed, Shaw 
transferred to Dedham where he formed the solid foundation in music of Lowell Mason, 
who was to become a key musical influence in America as an educator and as the 
founder, in 1841, of the Boston Academy Orchestra, which is credited with the first 
performance of many Beethoven works in the New World. At the zenith of his fame, 
Mason asserted, "All I am, I owe to Oliver Shaw• . 
Unwittingly, Shaw. seems to have brought about the realization of a need for the 
appreciation of Beethoven in America. Let us retrace his steps and see how it all took 
place. 
In 1807, Shaw moved to Providence, where he lived and worked for over forty years 
until his death in 1848. Almost immediately he came in contact with Moses Noyes and 
Colonel Thomas Smith Webb, both of whom were greatly inspired and influenced by the 
new teacher-musician. They joined together for "their improvement and gratification 
in the performance of psalmody under the master spirit of Shaw" . others joined them 
and this marked the beginning of a new and historically important musical era. 
As early as 1810, this group, which was formed in 1809 under the name of the "Psalloni-
an Society", was performing in public. During the sixteen years of its activity, Shaw, 
who served as its only president, greatly elevated the taste of music in New England 
and consequently in America by bringing out some of the best compositions of Handel, 
Haydn, Mozart, Mendelssohn and Beethoven. lt is said that he was the first to introduce 
many of them in America. The concerts of the Psallonian Society were very successful 
and "it has been asserted that the music rendered by them had never before been per-
formed so well in America•. 
In 1818, "Sacred Melodies• by Oliver Shaw was published by Miller and Hutchens of 
Providence. The name of Beethoven appears twice in the index with two hymnal adap-
tations on his themes. In the program of an "Oratorio• by the Psallonian Society on 
March 3, 1819 in Providence, we find the name of Beethoven included among the 
authors whose works were performed that evening. This preceded by well over a year 
what has been accepted as the first instance of a public performance of Beetlioven in 
America -the December 19, 1820 concert of the Handel and Haydn Society of Boston, 
which included the last chorus of "Christ on the Mount of Olives" . 
lt is here significant to note that Webb, the founder and first president of the Handel 
and Haydn Society, leaned heavily on the judgment of Shaw, who having assisted in its 
foundation was also its honorary member. In fact, Shaw and Webb picked out the first 
music that the group ever performed. Shaw was regarded as an authority in all parts of 
the country, whence his many pupils came to absorb his novel precepts. 
In 1820, the first American printing of the •Ltfe of Haydn and Mozart, etc. etc. with 
Notes by Gardiner• was issued by Miller and Hutchens of Providence. According to 
otto Kinkeldey, "lt is no exaggeration to say that for several decades after their 
appearance in London or Providence, these notes of Gardiner's were the chief source 
of American comment on Beethoven" . 
Shaw's timely contribution as a teacher, publisher, director, and organizer should be 
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most evident. His strong belief in the genius of Beethoven constantly prodded him on 
to help establish the cult of the Beethoven genius in America. 
Thus, the freedom-loving spirit of Beethoven was unleashed in the New World and it 
struck a harmonious chord in the hearts of the American people who were also defining 
their sense of liberty at the time. A common bond had been established which has 
continued to grow through the years, so that nowadays it is almost impossible to 
imagine any orchestral season in the land that was set free which does not include the 
compositions of Beethoven, the man who set music free. 
Wolfgang Boetticher 
DIE ÄLTEREN LAUTENTABULATUREN UND DAS PROBLEM IHRER 
KLASSIFIZIERUNG 
Die Tabulaturen für Zupfinstrumente wurden durch J. Wolf in einer denkwürdigen 
Übersicht 1 geboten, wobei der instrumentenmorphologische Befund (Laute und Gitarre 
mit jeweiligen Nebenformen) und die sog. nationale Aufzeichnungsart (deutsches, 
französisches, italienisches, spanisches, polnisches System) das Ordnungsprinzip 
abgaben, zusätzlich Merkmale einer Abbreviatur (Kurzschrift, Akkordsiglen etc.). 
Wolf bemerkte ausdrücklich, daß eine solche, der paläographischen Studie folgende 
Quellenübersicht vorläufig und unvollständig bleiben müsse. Im Anhang zu seiner 
stilkritischen Studie hat der Verfasser2 die dort zugrundegelegten Quellen in einer 
ergänzenden und berichtigenden Übersicht beschrieben, die· ebenfalls nicht als voll-
ständig einzuschätzen war. Das vom Verfasser sodann 1956 und 1960 aufgebaute Re-
gister 3 brachte weitere Materialzugänge. Diese Sammeltätigkeit, die fast sämtliche 
seit 1945 verschollenen bzw. mit Gewißheit verbrannten intavolierten Handschriften 
noch in Autopsie am alten Fundort hatte erfassen können (namentlich die Bestände aus 
der ehemaligen Preuß. Staatsbibliothek Berlin und den ostdeutschen Archiven), bildete 
die Basis für den Katalog der Handschriften in Tabulatur für Zupfinstrumente des 
16. bis 18. Jahrhunderts, den der Verfasser nunmehr abgeschlossen hat (RISM Bd. VII), 
nachdem mit Anwachsen des Bestands die im Druck überlieferten Tabulaturen aus 
diesem Gesamtkatalog abgetrennt wurden (deren Darstellung erfolgt ausreichend im 
Rahmen der Neuauflage des EitnerQ). Es sei an diesem Ort gestattet, ilber einige 
Probleme dieses seit 1936 aufgebauten Repertoriums zu berichten, und zwar über die 
förmlichen Bemerkungen eines Vorworts der zu erwartenden Publikation hinaus. 
Von jeher erschwerte eine hohe Dispersion der Handschriften, von denen nicht 
wenige sich in Privatbesitz befanden, andere in öffentlichen Archiven noch keines-
wegs als „ Musica practica" identifiziert waren, den Überblick. Fehleinschätzungen 
einzelner Tabulatursysteme in lokalen Bibliographien sind bekannt. Kriegsbedingte 
Evakuationen verwischten die Spur vieler Objekte. Bis 1970 konnte der Gesamtbe-
stand auf 624 Handschriften gebracht werden (eingeschlossen Traktate, sofern inta-
volierte Beispiele führend, hs. Anhänge, auch sonstige Eintragungen in Drucke), 
d. h. er vergrößerte sich gegenüber J. Wolf auf fast das Doppelte. Für die Ermitt-
lung der im Katalog einheitlich zu fixierenden Daten der Hss. blieb die persönliche 
Autopsie (fast durchweg am Fundort) das einzig zulässige Verfahren; weder Mikro-
film noch ein Auskunftssystem mit fremden Bearbeitern, bei anderen Objekten 
hilfreich, hätte Ersatz geboten. Gemäß Editionsplan RISM erfolgte Trennung in 
Volumen I und II. In I erscheinen die Hss. (nach alphabetischer Reihe der Bibliotheks-
orte, sodann nach Signatur) mit Angabe von: Gesamtblattzahl unter Prüfung orig. 
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